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touch  is  essential    in   this      chromatic 


sea  *„        ite  the  thumb  with  freedom  and  do    not 

per  *     /'  -  jfc^ollow  its  movement.    The    chromatic 


scale  should  be  practiced  in  both  hands  simultaneously 
in  parallel  and  contrary  motions;  commencing  in  turn 
with  each  of  the  twelve    keys  . 
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Preserve  perfect  suppleness  in  both  writs  and   alter- 
nate the  hands  with  freedom  arid  evenness  ;    doublethirds 


should  oe  struck  precisely  together. 
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This  rhythmical  study  finds  its  counterpart  in  the  Clem- 
enti's"Gradus."  Connect  the  groups  hy  strict   legato  tlirough- 


out  and  play  the  Quintoles  with  perfect  evenness.  The  bass 
lightly  staccato  unless  otherwise  indicated. 


Allegro  vivo  scherzoso  m.m.J  =  126 
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Pass  the  thumb  with  a  smooth  gliding  motion  under  the 
preceding  finger  so  as  to  insure  legato  arpeggio  play- 
ing. Execute  the  entire  study  firmly  and  use  the  pedal 
with  each  change  of  bass.  In  the  seeond  quarter   of    the 


14th  measure  substitute  the  4th  finger  smoothly  for  the 
3d.  While  playing, read  constantly  ahead  and  prepare  the 
bass  chords  mentally  before  they  are  actually  struck,  so 
as  to  avoid  a  slight  hesitancy  at  the  end  of  each  arpeggio. 
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Allegro  moderato  m.m.J=  72-96 
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The  remarks  to   number   six     will  fully  apply    to    the 
present  study  which  affords  excellent  practice   for    the 


much  neglected  left  hand.  The  descending  passages    in 
measures  17-18  and  also  in  21-22  require  attention 
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This  little  "Perpetual  Motion',' elucidates  a  peculiar  form 
of  five  finger  technique.  Maintain  a  strict  legato  throughout  , 
perfect  evenness  of  touch,  tone  and  force,  and  quiet  position 


of  hand.  The  bass  to  be  treated  with  light  staccato. 
Observe  the  fingering  carefully. 
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Smooth  execution  is  often  aided  by  maintaining  a  qui- 
et position  of  the  hand  and  this  is  essential  in  the 
present  study.  Free  thumb  action  should  be  insisted  up- 


on, and  the  different  positions  of  five  finger  work  must  be 
connected  smoothly.  Avoid  stiffness,  and  play  lightly.  This 
studv  will  serve  as  an  excellent  preparatory  trill  exercise. 


Allegro  m.m.  JL  U4 
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A  peculiar  form  of  continuous  light  arpeggio  work  is 
here  cultivated.  The  fingering  of  the  primary  and  corres- 
ponding chord  positions  is  usually  followed.  The  hand  must 


contract  and.  expand  without  perceptible  accent,  and    light 
velocity  is  maintained  throughout. The  use  of  the  Pedal    is  ad- 
visable. 
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An  important  study  for  the  weaker  fingers    of  the     righi 
hand.  The  thumb  must  be  kept  over  the  keyboard  and  never  be 
permitted  to  extend  away  from  it;the  13th, 15th  andl7thmea. 
sures  are  especially  difficult  as  in  these  positions  the  thumb 
should  be  held  away  from  the  hand  and  not  under  it. 

In  passing  from  the  10th  to  the  llth,andthe  21sttothe22d 
measure  extend  the  hand  deftly  so  as  to  cover  the  intervening 


space.  A  similar  difficulty  presents  itself  in  measure  16  be- 
tween the  2d  and  3d  quarter.  Beginning  with  the  27th  bar  there 
is  quite  a  stretch  between  the  thumb  and  4th  finger,  and  in  the 
second  quarter  of  measure  29  note  a  difficult  placing  of  the 
thumb  on  C  sharp;  observe  also  the  change  of  fingering  in  the 
recurring  notes  C  sharp  and  D  in  the  30  th  measure. 
Treat  the  bass  lightly  staccato. 
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The  practical  uses  cf  scale  playing  are  exploited  in  the 
i)  resent  study,  which  should  be  treated  very  slowly  and 
firmly  at  first;  the  thumb  must  pass  smoothly  under  the  fin- 
gers, and  vice  versa  the  fingers  over  the  thumb.  Prepare  the 
chords  of  the  bass  before  the  following  measure  is  reached, 
otherwise  delay  will  ensue  at  the  end  of  each  bar;  the  eye 
must  look  ahead  and  read  in  advance.  Strict  legato  playing 
is  maintained  throughout  the  ascending  scales  and  will  need  spe- 


12 


Allegro  m.m.J  =  12o 


cial  attention  being  more  difficult  than  those  in  the  opposite 
direction;  hold  the  tied  chords  in  the  9th  and  10th  measures 
firmly,  and  raise  the  left  hand  precisely  on  the  second  quarter  of 
the  11th  bar;  laxity  in  the  observance  of  tied  notes  and  rests 
cannot  be  tolerated;  in  the  15th  and  16th  bars  pass  smoothly 
fromBto  C  with  ready  hand  contraction  and  connect  the  G  and  E 
with  corresponding  expansion;  the  quarter  note  in  the  clos- 
ing measure  is  to  be  held  its  exact  value  in  contrast  to  thepre- 
ceding  chord . 
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28 


This  study  facilitates  the  acquisition  of  the  correct  posi  - 
tion  in  broken  chords .  Hold  the  thumbs  near  the  black  keys  and 
not  near  the  edge  of  the  white  keys,  and  use  only  a  moderate 
degree  of  force;  the  eighth  note  in  measures  4,8, and  similar 
places  is  to  be  connected  with  the  preceding  sixteenth     and 
then  slurred  off  short;  use  the  wrist  lightly  for  all  staccato 


chords.  The  last  note  of  each  group  must  be  connected  with 
the  first  of  the  following  quarter    by  movingthe  hand  quick- 
ly into  the  next  position.  Play  the  two  concluding     quarter 
notes  with  a  pressure  touch.  The  phrasing  is  to  be  carefully 
observed  throughout. 


Allegro  m.m.J  =120 
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Various  combinations  of  arpeggio  work  form  the  ba- 
sis of  this  important  study  for  the  left  hand;  during  its 
performance  the  fingers  must  preserve  perfect  flexi  - 
bility.  The  slurred  octaves  in  measures  2  and  4  need 
attention;  if  the  4th  finger  is  not  practicable,  culti- 
vate a  smooth  gliding  motion  with  the  entire  hand,  and 
use  the  5th  fiqger;  the  scale  passage  in  the  bass,mea- 
sure  8  is  not  easy.  While  the  staccato  eighth  notes  at 
the  beginning  are  played  very  short,  the  semi-staccato 
quarter  beats  in  measures  9, 11  and  13  require  longer 
duration  coupled  with  gentle  pressure  from  the  fore- 
arm; observe  likewise  that  the  slurred  octaves  in  the 
10th  and  12th  bars  end  in  quarter  notes  instead  of 
eighth  notes  as  at  first;  it  is  the  close  observance  of 
just  such  seeming  trifles  which  makes  the  artist. 


In  passing  from  the  16th  to  the  17th  measure  the  left 
hand  has  to  contract  smoothly. 

Play  the  second  theme,  commencing  with  bar  17  with 
taste,  and  be  sure  to  sonndall  repeating  thumb  notes  in 
measures  24,25  etc.,instead  of  tying  them.  This  will 
apply  also  to  the  half  notes  in  the  bass. which  should 
be  lightly  emphasized  commencing  with  the  28th  mea- 
sure. 

The  4th 'finger  in  the  29th  and  30th  measures  (right 
hand)  will  insure  prompt  repetition  of  the  notes. 

During  the  entire  Coda  beginning  with  measure      32, 
hold  all  half  notes  their  full  value,  emphasize  the  quar- 
ter beats  of  the  bass  in  measures  42  and  43  slightly, 
and  observe  the  slurred  groups  in  the  right  harid  accu- 
rately. 
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Very  often  Czerny  likes  to  mix  different  difficulties 
and  various  objects  of  practice.  In  the  present  study 
we  find  five  finger  work,  scales  (  diatonic  and  chro- 
matic) and  arpeggios.  I  would  advise  a  variety  of  modes 
of  study,  from  the  slow  and  firm  legato  to  an  increased 
velocity  and  staccato,  practice  might  supplement  the  pre- 
ceding. The  bass  is  to  be   phrased  precisely  as  marked; 


in  the  45th  and  following  bars  it  will  be  found  diffi  - 
cult  to  play  the  long  intervals  of  the  ninth(which  oc- 
cur at  the  end  of  each  half  measurejsmoothly;  main- 
tain a  quiet  hand  position  during  the  chromatic  scale, 
measures  37  and  38, elevate  the  thumb  slightly  instead 
of  placing  it  flat  on  the  keys, and  keep  it  properly  placed 
near  the  black  keys. 
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Separate  the  groups  in  the  first  8  bars  by  a  light  up- 
ward movement,  and  lay  especial  stress  on  absolute 
clearness  in  the  recurring  note  and  the  prompt  with- 
drawal of  each  finger  after  the  stroke.  Beginning  with 


the  9th  measure  the  thumb  will  have  to  leave  the  key 
very  promptly  in  order  to  permit  the  3d  finger  to 
strike  the  same  key  distinctly.  A  good  deal  of  clever 
thumb  technique  will  result  from  the  mastery  of  this  etude. 


Allegretto  m.m.  J. =  84 
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The  left  hand  receives  especial  training  in  this  im- 
portant study,  which  should  be  played  in  various  de- 
grees of  force  and  speed.  Perfect  smoothness  is  of 
course  required.  All  rests  are  to  be  strictly  observed; 
unfortunately  pupils  are  too  often  very  lax  in  this  re- 
spect. The  recurring  scales  beginning  with  the    9th 


measure  must  follow  without  any  perceptible  interme- 
diate break.  Measures  13  and  14  necessitate  special  ef- 
fort. The  descending  scale  which  commences  in  the 
15th  measure  is  exceptionally  difficult.  Watch  the 
passing  of  the  thumb  keenly  and  correct  any  short- 
coming   at   once. 
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The  remarks  to  a  similar  study  No.  36,  page  68  will 
apply  to  the  present  exercise,  which  covers  the  same 
ground  in   simpler  form.    I  would    advise  a   preparato- 

ry   study  with  three  fingers:     £  JJjJJ~#p#  Qf  |EE 


and  play  the  entire  piece  in  this  mariner  before  using 
four  fingers.  Be  sure  to  have  the  thumbs  strike  the  key 
distinctly  and  maintain  a  loose  and  passive  wrist. 
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This  study  is  developed  from  a  little"motif"  vhich  o- 
pens  the  Sonata  opus  22  by  Beethoven.  The  fifth  fin- 
ger requires  positive  force  in  the  first  portion  and  must 
hold  the  quarter  notes  their  exact  value  after  strik- 
ing with  precision;  these  quarter  notes  have  to  be 
played  exactly  with  the  corresponding  sixteenth. 


In  the  second  section  the  phrase  is  reversed  and  the 
weaker  fingers  are  exercised,  while  the  thumb  notes 
are  sustained. 

Observe  the  rests  in  the  bass,  also  the  repeats.  Strict- 
est legato  is  required  throughout  the  entire  study  in 
the  right  hand. 
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The  present  study  in  unison  arpeggios  is  of  excep- 
tional importance  and  technical  value;  it  is  very  diffi- 
cult to  play  simultaneously  and  with  perfect  smooth- 
ness and  evenness  in  parallel  motion, and  keen  self 
criticism  is  required  in  order  to  arrive  at  satisfac- 
tory results.  The  execution  should  be  full  of  vim,  vi- 
tality and  brilliancy.  Analyze  the  underlying  chords; 
this  will  facilitate  reading  and  insure  correctness: 
thus   the   student  should  realize  that  measures  13-16 are 


only  different  positions  of  the  same  diminished  seventh 
chord,  and  many  mistakes  will  then  be  avoided. 
In  the  tenth  bar  place  the  right  thumb  smoothly  on 
e  flat  without  unnecessary  motion. Avoid  an  involuntary 
and  faulty  accent  on  the  last  sixteenth  of  the  23d  bar, 
which  would  produce  wrong  accentuation. 

Keep  both  thumbs  over  the  keyboard,  near  the  black 
keys,  and  maintain  the  strictest  legato  throughout  the 
entire    etude. 
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Accuracy  in  striking  varying  distances  with  the  5th fin- 
ger is  developed  in  this  study,  also  cleverness  in  pass- 
ing the  fingers  over  the  thumb, and  vice  versa. 

Light  velocity  can  be  acquired  here  by  dispensingwith 
finger  pressure. 


In  the  8th  and  22d  bars  play  the  3d  beat  promptly  in 
the  bass  so  as  to  supplement  the  preceding  scale  in  the 
treble  without  delay  or  hesitation.  Play  the  double  in- 
tervals in  the  closing  4  bars  with  accuracy  and  pre- 
cision and  exactly  togsther,  and  observe  repeats. 
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Play  the  treble  part  with  precision  and  lightness  .  The 
arpeggio  passages  for  the  left  hand  require  perfect  legato 
playing  and  facility  in  passing  the  thumb  under  the  fingers. 
Cling  to  the  notes  which  are  touched  by  the  thumb  in  the 
ascending  runs,  and  to  the  fingers  preceding  the  thumb  in 
the  descending  arpeggio.  The  perfect  legato  of  the     slow 


tempo  gradually  changes  to  a  smooth  gliding  effect  when 
the  time  is  accelerated,  but  has  to  be  cultivated  at  the 
initial  sta^e  in  arpeggio  practice.  The  use  of  the  Pedal, 
while  tabooed  during  study  hour,  is  always  advisable  in 
broken  chords  changing  constantly  with  each  different 
harmony. 


Allegro  giocoso  M. M.J. =92 
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Dominico  Alberti,an  italian  composer  who  flourished 
at  Rome  about  1737  is  credited  with  originating  the 
left  hand  figure,  which  forms  the  accompaniment  i#i 
this  study;  it  presents  a  difficulty,  which  finds  plenty 
of  practical  application  in  the  Sonatas  of  Mozart  and 
Beethoven,  hence  the  necessity  for  its  accomplishment. 

Very  light  and  even  finger  work  is  required  for  the 
left  hand,  while  the  melody  is  played  with  due  atten- 
tion to  phrasing,  and  varieties  of  touch. 


I  anticipate  all  grace  notes  and  do  not  play  them  with 
the  corresponding  bass  note, preferring  to  take  their 
time  from  the  value  of  the  preceding  note,'  the  simpli- 
fied version  of  the  trill  in  the  14th  and  16th  bars  had 
better  be  used.  Beginning  with  th^  25th  measuredo  not 
yield  to  the  invariable  impulse  to  play  the  even  eighth 
notes  with  the  preceding  bass  note  c. and  realize  that 
f  is  the  beginning  note  of  each  group  in  the  left  hand. 
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This  excellent  five  finger  study  is  based  on  a  simple  suc- 
cession of  double  thirds, and  I  would  recommend  the  fol- 


wwp 


lowing  preparatory  exercise".  -  —etc. 

The  same  can  be  utilized  for  both  hands  as  in  measures  9 
and  10.  The  bass  requires  a  light  wrist  staccato;  avoid  a 
disposition  to  make  a  slight  halt  after  each  group     and 


look  ahead  so  as  to  anticipate  the  change  of  harmony  in 
the  accompaniment;  do  not  arpeggio  the  chords,  but 
strike  all  notes  precisely  together;  groups  commencing 
with  a  black  key  will  need  especial  attention  on  account 
of  the  thumb . 
Master  the  rhythmical  difficulty  in  measure  18. 
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This  exceptionally  difficult  and  important  study  can- 
not be  too  highly  recommended,  as  both  hands  find 
constant  employment.lt  should  be  studied  in  short 
portions  of  4,  8  and  16  bars,  with  hands  separate,  be- 
fore attempting  it  as  written.  After  mastering  the 
entire  task  slowly  and  firmly  proceed  to  develop  light- 
ness and  speed;  the  constantly  changing  intervals  in- 
crease the  difficulty  of  playing  clearly  and  with  per- 
fect accuracy.  In  the  16th  and  18th  bars  the  hand  has 
to   expand  smoothly  beyond  the  octave.  Beginning  with 


the  19th  measure  a  little  difficulty  in  placing  the  2nd 
finger  of  the  right  hand  smoothly  in  consecutive  cor- 
responding positions  presents  itself.  The  same  hand 
has  to  contract  deftly  in  the  39th  and  following  mea- 
sures, and  the  43d  bar  ushers  in  some  special  fin- 
gering in  octaves. 

Endurance  and  brilliancy  will  be  the  reward  of  faith- 
ful work  in  the  problems  here  presented,  which  place 
this  study  on  a  par  with  the  best  works  of  Cramer 
and  Clementi. 
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This  little  barcarolle  in  Henselt's  style  will     develop 

smoothness  in  wide  spreads  .  The  arm  and  wrist  should  be 
relaxed  and  must  follow  the  finger  movement  readily  .Glide 


Allegro  scherzando  m.m.J^  =  152 


gently  from  little  finger  to  thumb  in  measures  12  and  14, 
instead  of  skipping,  and  extend  the  hand  to  its  full  width. 
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Even  the  mere  reading  of  the  present  study  presents 
some  difficulty  on  account  of  the  many  accidentals  .  The 
main  problem  however  is  the  successful  accomplishment 
of  playing  an  air  and  its  accompaniment  with  the  same 
hand;  this  involves  a  slightly  heavier  pressure  en  the  mel- 
ody notes  while  the  other  part  is  kept  subdued. 


The  strictest  legato  should  be  maintained  in  the  major 
portion  in  contrast  with  the  light  staccato  work  in  the 
left  hand  which  characterizes  the  change  into  the  minor 
key.  The  melodious  character  of  this  study  demands  full 
recognition  of  the  marks  of  phrasing  and  expression. 
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The  thumb  and  little  finger  are  unfortunately  usual- 
ly neglected  in  piano  practice,  and  special  stress  should 
be  laid  on  a  free  movement  of  both  throughout  this 
6tudy,  which  also  serves  the  purpose  of  five  finger  ex- 
ercise admirably.  All  the  fingers  should  be  raised  high, 
curved  as  much  as  possible  and  must  then  strike  with 
as  much  force  as  can  be  exerted  without  involving  the 
hand  or  arm;  purely  a  finger  stroke  with  full  pressure 


in  the  moment  of  contact  with  the  key  and  correspond- 
ing relaxation  instantly  after. 

Where  the  5th  finger  has  to  play  a  black   key    as    in 
measure  3  additional  difficulty  will  be  experienced. 
Advanced  students  may  play  the  entire  study  in    uni- 
son with  both  hands,  the  left  hand  an  octave  lower. 
Strict  legato  is  to  be  observed  throughout  and  an-  e- 
ven  degree  of  force. 
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The  remarks  which  accompany  Etude   No.  29,     apply 
forcibly  to  the  present  study.  The  episode  in  E    minor 


Moderato  cantabile  m.m.J=76 
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is  to  be  played  "alia  marcia".  Connect  the  thirtyseconds 
with  the  following  chord  as  indicated  by  slurs. 
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These  broken  octaves  are  to  be  played  strictly  legato 
and  with  perfect  equality  of  finger  action, the  hand  held 
quietly. 

This  study  may  also  be  utilized   for  the  practice     of  hand,  beginning  at  measure  17,  thus:    J'\> 

staccato  octaves  by  playing  the  right  hand  part  thus  :  .    .   •  i  bi 

FBEgEF1' 
=S  L  U 
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The  most  telling  embellishment  is  the  trill;  it  depends 
for  success  as  much  upon  perfect  evenness  as  speed;  the 
present  study  is  designed  to  equalize  the  action  of  all 
fingers,  so  as  to  produce  a  correct  trill  effect;the strong- 
er fingers  have  to  be  used  with  discretion,  while  the  4th 
and  5th  fingers  need  more  development. 


Glide  smoothly  from  one  trill  to  another,  avoid  undue  con- 
traction of  muscles, and  permit  hand,  wrist  and  arm  to  re- 
main passive.  Observe  the  marks  of  phrasing  carefully, 
and  exercise  active  selfcriticism  and  keen  observation 
while  practicing  this  study. 


Allegro  commodo  M.M.J=80 
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This  is  a  somewhat  exacting  octave  study ,  which  in 
volves  considerable  preparatory  wrist  work;  the     lightest 

Molto  Allegro  agitato  m.m. J  =  116 


staccato  is  to  be  maintained  throughout ;  the  use  of  the 
fourth  finger  on  the  black  keys  is  recommended, if  con  . 
venient . 


Cz.Bk.D       5 


65 


The  detached  sixteenth  note  which  precedes  the  groups 
in  the  treble  must  form  a  perfect  succession  with  the 
three  following  notes,thus  : 


■ 


etc 


To  produce  a  triplet  effect  with  the  right    hand     would 
be  incorrect ;  a  slight  accent  at  the  beginning  of  each    bar 

K 


Presto  M.M. #=138 


is  advisable  ,  so  as  to  insure  perfect  time  .  The  crescen^ 
di  and  decrescendi  will  follow  the  rise  and  fall  of  the 
musical  idea.  If  convenient  place  the  4th  fingers  in  bro- 
ken octaves  on  the  black  keys.  Use  a  light  staccato  from 
the  wrist  in  the  tass  and  observe  the  slurred  octaves  in 
measures  41-42  ,43-44, and  45-46  .  An  excellent  prelim- 
inary study  for  octave  work  . 
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The  present  study  is  of  decided  importance  as  it  suL- 
jects  the  fingers  of  the  right  hand  to  a  severe  drill  in  a 
technical  specialty,  which  occurs  in  many  brilliant  pi- 
iino  compositions.  Since  the -period  of  Scarlatti, who  in- 
troduces the  tremolo,  or  rapid  shifting  of  fingersonthe 
same  key,  almost  all  piano  composers  have  without  3x- 
csption  utilized  this  mode  of  developing  a  given  theme, 
and  even  Beethoven  does  not  disdain  to  use  this  expedi- 
ent in  his  thirtytwo  variations  in  C  minor.  Liszt,  Gott- 
schalk,Moszkowski,  and  others  also  find  it  advantageous 
to  resort  to  this,  effective  treatment  of  the  keyboard. 

For  purely  technical  purposes  this  study  will  strength- 
en the  fingers  and  increase  their  elasticity  and  supple- 
ness. Each  finger  glides  off  the  keyboard  smoothly  and 
rapidly,  so  as  to  enable  the  following  finger  to  take    its 


place.  The  wrist  and  forearm  must  remain  passive  and 
loose.  It  will  be  found  advisable  to  subdivide  the  study, 
so  as  to*  conform  with  the  many  varieties  of  fingering; 
for  instance,  observe  the  following  divisions!  I. measures 
1-16;  II.  measures  17-24;  EI. measures  25-27;  IV.  28- 
30;  V.  31-35;  VI.  36-50;  VII.  51-58;  VIII.  59-70,  and 
study  each  divisio"  separately,  before  playing  the  com- 
position in  its  entirety.  The  left  hand  also  requires  close 
attention, the  octaves  should  be  struck  lightly  and  ex- 
actly together,  and  the  intervening  chords  must  not  be 
slighted;  observe  the  fingering  of  the  chords  attentively. 
Hold  the  tenuto  half  notes  in  measures  51-53, and  55- 
57  their  exact  full  value  and  play  the  chords  of  eighth 
note  values  throughout  staccato  from  the  wrist. 
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MUSIC  MASTERY 
SERIES 

Embracing  Immensely  Successful  Modern 
Piano  Study  Works  Covering  Many  Phases 
of  Technic  and  Musicianship  in  All  Grades. 


A  FEW  OF  THE  NEARLY  100  EXCELLENT  WORKS  IN  THIS  SERIES 

COMPLETE  DESCRIPTIVE  LIST  SUPPLIED  ON  REQUEST 


FIRST  GRADE  STUDIES 

By  L.   A.   BUGBEE 
Cat.  No.  7718  Grade  I 

Very  easy  studies  that  have  attained  great 
popularity.  They  provide  excellent  supplement' 
ary  material  to  the  first  instruction  book.  Pupils 
take  to  them   at  once  and   practice   them  eagerly. 


SHORT  MELODY  ETUDES 

By   MATHILDE    B1LBRO 
Cat.  No.  18799      Grade  I'/i'H 

This  successful  writer  of  elementary  material 
here  gives  15  beneficial  characteristic  little  study 
pieces,  each  with  a  special  technical  point. 

MELODIOUS  SECOND  GRADE 
STUDIES 

By  ARNOLDO  SARTORIO,  Op.  901 
Cat.  No.  8547  Grade  II 

These  attractive  studies  offer  the  teacher  op- 
portunity to  change  from  "old  timers."  This 
set  ranks  approximately  between  Streabbog  and 
Duvernoy,  Op.  120.  It  may  even  be  said  that 
their   musical  value   surpasses   these  old  favorites. 

RECREATIVE  ETUDES 

By  R.  S.  MORRISON 
Cat.  No.  22674  Grade  II 

It  is  the  intention  of  these  studies  to  equalize 
both  hands  and  develop  their  independence. 
They  are  very  pleasing  and  melodious  in 
character. 

TWENTY   SHORT  EXERCISES 

For  the  Equal  Training  of  the  Hands 

By  BERNHARD  WOLFF.  Op.   191 
Cat.  No.  4243  Grade  II 

A  frequently  used  work  that  takes  cognizance 
of  the  fact  that  the  piano  is  played  with  two 
hands.  Advisory  comments  as  to  how  to  prac- 
tice the  exercises  have  been  added  by  the  editor. 

SCALES  AND  CADENCES 

By  THEODORE  PRESSER 
Cat.  No.  2797  Price,  50  Cent* 

Gives  the  scales  in  all  keys,  major  and  minor, 
also  arpeggios,  the  major  and  minor  scale  in 
sixths,  tenths  and  in  contrary  motion  and  the 
chromatic  scale.        

TWELVE  PIANO  ETUDES 

For  Young  Students 
By  MATHILDE  BILBRO 
Cat.  No.  23468  Grade  II 

A  set  of  interesting  piano  studies,  each  cover- 
ing a  specific  point  in  technic,  but  so  delight- 
fully presented  that  the  pupil  will  cheerfully 
practice  them. 

EXTENSION  STUDIES  FOR  SMALL 
HANDS 

By  F.   P.   ATHERTON,   Op.    166 
Cat.  No.  7679  Grade   II-III 

The  writer  has  given  such  material  as  will 
develop  small  hands  into  such  flexibility  and 
pliableness  as  to  be  able  to  master  technical 
difficulties  that  would  prove  a  serious  handicap 
if  such  preparation  were  lacking. 


ETUDES  MIGNONNES 

By  PAUL  WACHS 
Cat.  No.  6885       Grades  II-IP/2 

While  each  of  these  studies  deals  with  a  spe» 
cific  problem  in  technic,  the  composer  has  deftly 
clothed  his  work  with  sparkling  little  melodies 
that  ring  of  joy  and  humor. 

ETUDES  MELODIQUES 

By  GEO.   L.   SPAULDING 
Cat.  No.  13244       Grade  II-III 

These  studies  are  comparable  with  the  well- 
known  Burgmuller,  Op.  100.  They  are  about 
the  same  grade  and  character,  but  are  more 
modern  in  melody  and  treatment. 

STYLE  AND  TECHNIC 

By  GUSTAV   LAZARUS.   Op.    129 
Cat.  No.  7973  Grade  II-III 

All  the  various  touches  and  a  variety  of 
effects  in  phrasing  are  employed  and  the  general 
effect  of  these  five  studies  upon  the  style, 
mechanism  and  general  musicianship  will  be 
found  excellent. 

PIECES  FOR  THE  DEVELOPMENT 
OF  TECHNIC 

For  the  Equal  Training   of  the   Fingers 
By  N.   LOUISE   WRIGHT 
Cat.  No.  22570       Grade  II-III 

Vital  technical  points  are  covered  in  this  use- 
ful collection  of  piano  study  material.  Each 
technical  feature  is  presented,  first  with  an  exer- 
cise for  the  right  hand,  following  which  the 
same  exercise   is  given  to   the  left  hand. 

TWELVE  MELODIOUS  STUDIES 

Featuring   Scale   and   Chord   Formations 
By  CARL  WILHELM  KERN 
Cat.  No.  23282         Grade  III 

Pupils  cannot  be  given  too  much  drilling  in 
the  scales,  particularly  if  it  is  done  through  such 
pleasing  material  as  here  presented  by  a  writer 
especially  gifted  in  combining  the  useful  with  the 
attractive. 

LEFT  HAND  FACTLrTY 

By  M.    PALOVERDE 
Cat.  No.  14658         Grade  III 

A  very  attractive  and  popular  book  of  piano 
studies  in  the  form  of  pieces,  with  appropriate 
titles  which  contain  work  calculated  to  develop 
the  pupil's  facility  in  the  use  of  the  left  hand. 

CHORDS  AND  ARPEGGIOS 

By   PRESTON    WARE   OREM 
Cat.  No.  3903  Price,  50  Cents 

Three  and  four  voice  chords  in  all  major  and 
minor  keys,  all  positions,  the  dominant  and 
diminished  seventh  chords  are  given,  a.,  are  the 
arpeggios,   all  correctly  fingered. 

INTERPRETATION  STUDIES 

By  FRANZ  C.  BORNSCHEIN 
Cat.  No.  15246      Grade  III-IV 

These  studies  are  intended  to  incite  pupils' 
imaginations  and  through  their  psychological  ap- 
peal cause  a  gaining  of  technical  control,  musical 
expression  and  an  elemental  degree  of  aesthetic 
quality. 


ETUDES  DE  STYLE 

By  E.  NOLLET,  Op.  25 
Cat.  No.  18844       Grade  IV-V 

These  studies  have  remarkable  musical  quali- 
ties. They  have  been  edited  and  carefully 
fingered  by  Louis  Oesterle  and  are  superb  for 
developing  modern  technic,  style  and  musician- 
ship. 

SK  STUDY  PIECES  IN  THIRDS 

By  CARL  MOTER 
Cat.  No.  19905      Grade  III-IV 

The  material  in  these  studies  is  such  as  to 
introduce  nicely  to  third  and  fourth  grade  pupils 
a  figure  of  technic  usually  not  met  until  later. 

SIXTEEN  RECITAL  ETUDES 

By  LUDVIG   SCHYTTE,   Op.    58 
Cat.  No.  18635  Grade  IV 

This  is  a  fine  group  of  studies  for  modernizing 
curricula,  being  in  about  the  same  grade  as 
Heller  Op.  45,  and  particularly  adapted  to  de- 
veloping technic  and  to  cultivating  a  style  in 
music. 

OCTAVE  VELOCITY 

By  JAMES  H.  ROGERS 
Cat.  No.  8561         Grade  IV -VI 

All  forms  of  octave  work  are  introduced  for 
both  hands  and  in  addition  to  possessing  great 
technical  value,  these  studies  will  be  found  quite 
musical. 

EXERCISES  IN  EXTENSION  FOR 
THE  FINGERS 

Introduction  to   "Finger-Gymnastics" 

By  ISIDOR  PHIL1PP 
Cat.  No.  5649  Grade  V 

The  systematic  practice  of  these  studies  will 
strengthen  and  stretch  the  hand,  give  the  great- 
est possible  flexibility  to  the  fingers  and  bring 
under  the  control  of  the  player  many  passages 
apparently   impossible  of   ready   execution. 

FIFTEEN  ETUDES  MELODIQUES 

By  E.  NOLLET.  Op.  .43 
Cat.  No.  11129  Grade  V 

Modern  studies  about  the  same  grade  of  diffi- 
culty as  Heller,  Op.  45,  and  sometimes  used  to 
supplement  or  take  the  place  of  those  standard 
exercises. 

INTERPRETATION  AND 
MECHANISM 

By  GEORG  EGGELING,  Op.  175 
Cat.  No.  8848  Grade  VI 

These  artistic  studies  are  quite  modern  in  in- 
vention and  treatment  and  each  is  based  upon 
some  important  technical  figure,  which  is  worked 
out  musically. 

ETUDES  ARABESQUES 

By  WILSON  G.   SMITH.  Op.  75 
Cat.  No.  2363  Grade  VIII 

A  well  advanced  student  can  be  given  much 
in  musicianship,  as  well  as  technical  work, 
through  these  studies. 
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